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INTRODUCTION 
Bela Bartok the orchestrator may be regarded in 
different ways. As an innovator he has contributed new 
techniques and orchestral effects - his keen mind design• 
ing aural needs into new tonal and rhythmic colors. As 
a technician who thoroughly knew the orchestra, not only 
did he not hesitate to call upon the technical limits of 
its musicians and conductors, but he often treated the 
members of the orchestra as virtuosi from whom only the 
strictest standards would suffice. Bartok the scholar 
and musician knew well the music of his contemporaries 
as well as the music of his predecessors. His mind was 
ever alert to new ideas and techniques that could be in-
corporated into his own compositions and orchestrations. 
It must always be kept in mind that Bartok thought orches-
trally, and therefore his music for the orchestra is large-
ly dictated by, and integrated with, his musical thought. 
He was a painstaking craftsman whose attention to detail 
is perhaps equalled only by Ravel. 
Ther~ is much written about Bartok's music~ but 
only passing references are found as commentary on his 
orchestration. It is indeed surprising that one who has 
contributed so much to the art of orchestration has merit-
ed so little said. 
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The works analyzed in this paper have been select-
ed on the bases of the quality of orchestration plus vari-
ety of orchestration techniques and problems. As a result, 
only one work, the Dance Suite, dates from before the 1930's. 
The works in this paper that were written specifically 
for full orchestra are the Dance Suite and the Concerto 
for Orchestra, both commissioned~ Bartok wrote no other 
works expressly for orchestra during the most productive 
years of his career, the last work for the medium being 
the Four Pieces of 1912. The two concertos present two 
distinct aspects of the treatment of solo instruments with 
orchestra. The piano becomes a bravura instrument in the 
Second Piano Concerto and is an able competitor of the 
orchestra in all musical circumstances. Not so in the 
Violin Concerto, where the very nature of the instrument 
demands a keen sense of proportion and balance. The Mu-
sic for Strings, Percussion and Celesta calls for an en-
semble of smaller and more specialized forces than found 
in the conventional symphony orchestra. If anywhere, Bar-
tok's awareness of pure instrumental sounds is most imagin-
ative in this work. 
And then there is the matter of form. The form 
dictates the orchestration, and not the other way around. 
Naturally, this is as it must be. But by form one implies 
many things; the structure of a simple peasant tune, the 
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manner and order of presentation of material, the divi-
sions of time spans, the designs of sections and move-
ments, harmoniti and contrapuntal schemes, employment 
of formal constructions, the architectural view of an 
entire work - these are some of the apparent features 
of form which will be encountered in this study and which 
will be found to affect and influence the orchestration 
of Bela Bartok. It is with the viewpoint of the inter-
relation of form and orchestration that the study of the 
works contained herein is taken. It is hoped that the 
examination of Bartok's orchestral style will be instruc-
tive in many of the contemporary techniques of orchestra-
tion, and that such a study will reveal even more about 
Bartok the composer. 
Because of the numerous examples that this paper 
necessitates, and because of the thick scoring that often 
occurs, the examples in the paper do not always include 
the full scores. Usually, only the parts required for 
clarification or illustration are given. All instruments 
are as written, except where notations are given to the 
contrary. 
All musical examples are reprinted 
by permission of 
Boosey & Hawkes, Inc. 
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.PRELUDE 
Bartok adhered to the classical principal, in 
that the strings are the backbone of the orchestra, to 
a degree that is unusual for most contemporary compos-
ers. But he knew well that the strings are the most 
versatile choir of the modern orchestra, and he used 
them as such. In fact, his keen mind sought out and 
found new possibiliti~s for strings. He devoted the 
greatest of care in writing for them, and the result 
is that his finest music was either written for, or in-
volves, strings. The String Quartets, the Sonata for 
Unaccompanied Violin, Music for Strings, Percussion and 
Celesta, the Violin Concerto - all masterpieces. The 
String Quartets in themselves may be viewed as one of 
the most comprehensive of texts on string technique. 
Apart from solo and chamber performers, Bartok 
does not spare the orchestral player. All performers 
must meet the stringent demands of his masterly technique. 
But this is not to imply that Bartok is impractically 
difficult. It means only that he writes for the virtu-
oso musician, and he expects his orchestral players to 
meet these standards, too. 
The two special string effects that Bartok exper-
imented with extensively are glissandi and pizzicati. 
-1-
Glissandi, normally a special effect, are often seen 
on every other page of his scores. But with this compos-
er, it has lost the feeling of effect; it is part of 
his musical vocabulary - it is Bartok! He is well known 
for the many ways in which he used various types of pizz-
icati, the snap and fingernail being most exclusively 
associated wtth his name. And he generally achieved the 
instrumental effects that he desired. But Bartok did 
not think of pizzicati only as effects, although he was 
not insensitive to their coloristic values. To him, 
they were the percussive features of strings, and this 
thinking is usually evident in the music. This is one 
of the concepts that enabled him to transform the medi-
um of the string quartet into more spacious proportions. 
It was especially in the string quartets that he exploit-
ed, as none had before, the possibilities of pizzicati 
from string combinations, and weaved them into musical 
structures in a logical and sensible way. The result 
is that effects cease being effects, and in essence, 
simply become part of the character of the music. 
It is with the extensive use of percussion that 
Bartok negates the classical attitude of conservatism. 
Any textbook informs that overuse destroys its effective-
ness. A casual glance at any of Bartok's scores from 
the 1930*s - 1940 1 s will give the impression of overuse. 
But the secret lies in the manner of the use. Serge 
Moreux states it in this manner: 
"For him, as for a classical musician, the 
use of the percussion is primaril~ a m~ans of 
articulating the musical argument rather than, 
as it often is with the impressionists, a means 
of adding orchestral color. Both secondary and 
principal accents are clearly expressed at the 
chosen cadential moments. 
3 
11 Since rhythm and metre have a preponderant 
place in Bartok's musical inspiration, their for-
mulation through the percussion instruments occurs 
frequently and is sometimes almost elevated into 
a principle as important as the harmonic principle. "1 
Bartok consistently uses percussion in unusual 
ways, and the methods of performance are often the least 
traditional. 
Speaking of the Second Piano Concerto, Moreux 
sounds a prophetic note, undoubtedly with the Music for 
Strings and the Sonata for Two Pianos and Percussion in 
mind: 
'' ... the germ of future achievement is to 
be found in the use of the percussion instruments 
whose rhythmic complexity, multiplicity of timbres, 
and combinations break rather harshly into a work 
which as a whole is not deliberately experimental. "2 
It is in the treatment of the brass that Bartok is 
conservative. The employment of the brass as a choir is 
infrequent, and then a favorite habit is to build short 
fugati as dramatic climaxes to sections. Much use is made 
of the horns; but their quality and use would normally 
group them most frequently with the woodwinds. 
1 Moreux, Serge, Bela Bartok, Harvill Press, London, 
195j,p. 216. 
2 Ibid., p. 165. 
Horn and bassoon colors are often interchanged or doubled, 
a combination often favored by Rossini. Incidentally, 
a frequent occurence is the doubling of a horn with the 
timpani, a kind of variant of the classical procedure 
of doubling trumpets with timpani. 
Bartok is extremely color conscious of the wood-
winds. It is not just a matter of combinations, but he 
delights in utilizing less characteristic registers. 
Some of his most sensitive treatments of woodwinds occur 
in those instances of nocturnal sound painting to which 
he was frequently attracted. 
Bartok is not unreasonable in his demands upon 
musicians, but as stated before, he does expect first 
rate performers. The use of extreme ranges can pose an 
occasional problem (like a cold trumpet entrance on high 
C or D), but Bartok is probably no more (perhaps less) 
guilty of this than most other contemporaries. Some ex-
amples of the works of others which abound with extreme 
ranges are The Firebird and Rite of Spring of Stravin-
sky, the Fifth and Sixth Symphonies of Prokofieff, Till 
Eulenspiegel and Don Quixote of Strauss, the symphonies 
of Mahler, and on and on. Bartok, however, is sometimes 
considerate enough to offer alternatives in extremely 
difficult passages. The orchestration is never just a 
routine job, and its planning and construction is as 
meticulously designed as the music to which it belongs. One 
so sensitive to sound could never do otherwise. 
In a comparison between the experiments of Stravinsky 
and Bartok, Cecil Gray describes Stravinsky's as"objective 
investigations of the aural values of sound", but what he says 
of Bartok is especially significant: Bartok's experiments 
"are precisely the opposite: are rather subjective in-
vestigations of the purely spiritual values of sound. 
They are not experiments in sonorities and dynamics, 
but studies in expression, which is a very different 
thing."3 
3 Gray, Cecil, A Surve~ of Conlem~orar~ Music, Oxford Univer-
sity Pre"'SS, LOti em; 19~, . l!F. 
DANCE SUITE 
Bartok was among the composers, which included 
Dohnanyi and Kodaly, ·.vho were commissioned to write ne~v vJOrks 
for the celebration of the fiftieth anniversary of the union 
of Pest, Buda, and Obuda into the capital city of Budapest. 
For this occasion Bartok created the Dance Suite. 
The work 'rJas composed in the summer of 1923, being 
completed in August at Radvany in North Hungary. The first 
performance was at the festival concert for which it was 
wrttten on November 19, 1923. The work achieved immediate 
popular appeal, and at least fifty performances were given 
l 
in Ge :many in a single year. 
"Bartok pointed out that the Dance Suite 
demonstrates the wider range of his own folkloric 
interests; the first and fourth dances resemble 
v 
Arabic music in certain respects, the second, the third, 
and the ritornel are Magyar in spirit, and the fifth 
has a 'peculiarly primitive' Romanian cast, while 
the finale synthesizes all these disparate charact-
eristics. "2 
Even the ear uninLtiated to Bartok cannot help discerning 
the folk qualities of the music. All of the material is 
original, however, the identity of folk qualities to the 
dances being the outcome of the composer's long acquaintance 
and assimilation of the elements of peasant music. 
l Haraszti, Emil, Bela Bartok, His Life and Works, p. 27. 
2 Stevens} Halsey, The Life and~s~f Bela Bartok, p. 270. 
The Dance Suite is scored as follows: 
2 FLUTES (1st doubling 2nd PICCOLO 
2nd doubling 1st PICCOLO' 
2 OBOES (2nd doubling ENGLISH HORN} 
2 CLARINETS (2nd doubling BASS CLARINET) 
2 BASSOONS (2nd doubling DOUBLE BASSOON) 
4 HORNS 
2 TRUMPETS in B flat 
2 TROMBONES 
TUBA 
TIMPANI 
TRIANGLE 
LITTLE BELL 
TAMBURO RULL. 
TAMBURO PICC. 
BASS DRUM 
CYMBALS 
TAM-TAM 
CELESTA 
HARP 
PIANO 
STRINGS 
Tenor drum and piano introduce the bassoon melody 
of the first dance. It is followed by a rhythmic motive 
in second violins, violas and cellos played in successive 
downbows, the piano doubling and adding additional percus-
siveness to the strings. The final note of the solo bassoon 
is strengthened by the addition of the second bassoon and 
muted tuba. 
Ex. 1. Dance Suite 
I 
' 
Copyright 1924 b~.L Univ.ersal E"d1t1.on. Assigned 1939 to 
-Boosey & liawkes, ·Ltd. 
There is a repetition of the foregoing material with slight-
ly more strength: two bassoons in octaves, its pizzicato 
string accompaniment in the same lower strings, but thick-
ened by double stops in the cellos. This time the final 
note of the bassoon theme is strengthened by a muted trombone 
in addition to the instruments of the previous illustration. 
The high-point of this dance is reached at the place 
where most of the orchestra's forces are used. It is here 
that two elements are concretely combined - the melodic 
motive of the winds against two rhythmic motives; one in 
brass, the other in strings. The only extraneous material 
is the doubling of the piano with the violin glissandi. 
{Ex. 2) 
The return of the original theme is presented in 
an unusual manner. It is broken into sections by a tuba, 
a muted trombone, and finally a bassoon. The usual thin 
string backing is there, but with col legno playing. Sep-
arate bass drum rolls accompany each of the solo entrances. 
(Ex. 3) 
A ritornell serves to set off the various dance move-
ments of the suite. The theme that it is based upon consists 
of two parts. (Ex. 4) Its tranquil presentation is achieved 
in the first statement by four muted soli violins, the 
harmonic background being entirely in second violins and 
violas, divisi and muted. A harp glissando introduces 
the allegretto motion. The sustained bass, G, is 
doubled between a muted horn and cellos. Played 
Fl 
Ob 
Cl 
(B) 
Fg 
Cor 
Tr 
(B) 
Pftc 
' • 
Vl.I 
Vl.TI 
Vle 
Vlc 
I Cb 
Ex. 2. Dance Suite 
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Copyright 1924 by Universal Edition. Assigned 1939 to 
Boosey & Hawkes, Ltd. 
pizzicato by the c-ellos, a subtle effect is achieved by 
alternating the note between the C string and the open 
] r0 
Ex. 3. Dance Suite \ \ 
Copyright 1924 by Universal Edition. Assigned 1939 to Boosey 
' & Hawkes, Ltd. 
Exo 4. Dance Suite 
Copyright 1924 by Universal Edition. Assigned 1939 to Boosey 
& Hawkes, Ltd. 
G string. The theme is repeated by all of the first violins, 
the background slightly thickened through the employment of 
the entire string section. The cellos add to the harmonic 
texture, abandoning the previously described effect, basses 
alone taking up the pizzicato bass. The second part of the 
ritornell theme is given to a solo B flat clarinet, and 
this leads directly into the next dance. 
The barbarous material of the second dance is stated 
in strings, their bowing dissipating bar lines by the shift-
ing of accents. The glissandi at the conclusion of the idea 
is accomplished by first and second violins and first trom-
bone, the second trombone, tuba and timpani outlining the 
effect. 
Ex. 5. Dance Suite 
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A second statement builds to a slightly larger climax aided 
by the addition of woodwind activity doubling the strings. 
The fury of the orchestral intensity drives toward another 
highpoint, this time the final glissandi quite out of propor-
tion with its previous appearances. 
11 
Ex. 6. Dance Suite 
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The following exposition of the material is assigned 
to a trumpet with fragmentary doublings by two flutes and an 
oboe. The only winds actually duplicating the trumpet are 
two clarinets at the octave above. The second trumpet adds 
occasional stresses. This place, incidentally, is the first 
instance of trumpets in the score. 
First violins again take up the subject, behind which 
are sustained horns, trumpets, and timpani as background. This 
lasts only eight measures, followed by the thickest scoring 
of the glissandi, being augmented by English horn, bass clari-
net, and double stops in the cellos. 
Once again a harp introduces the ritornell, however 
the ritornell itself is based only on the second part of the 
thematic material .( Ex . 4b) It is stated by a clarinet as be-
fore and answered by first violins, con sordini • 
. 
A charming tune introduces the third dance, played by 
one bassoon . This bassoon is highlighted on all but the last 
two quarter notes, the places of least motion, by a flute in 
unison . Horns, aided by the piano, suspend open fifths be-
hind the bassoon and an extremely thin pizzicato texture is 
provided by soli throughout the string section . 
Ex . 7. Dance Suite 
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The tune is next repeated by a clarinet an octave higher 
which is followed by an orchestral statement, the melody 
in violins doubled by two oboes and two flutes. The orches-
tra discovers the various rhythmic motives comprising the 
theme well suited to development. A sudden break to new mat-
·erial occurs and correspondingly creates a surprising color-
istic contrast in the orchestra: 
Ex . 8. Dance Suite · 
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The melody taken together with the exoticism of the orchestra, 
manufactures an oriental flavor. This comes about as a result 
of the overall sustained sound of trills, held notes, and steady 
rhythmical repetition. It is based upon one harmony. One 
cannot consider such a texture complex despite its moderate 
thickness. 
The involvement dies away in a shimmery atmosphere of 
celesta runs against a sul ponticello tremolo in the first and 
second violins, a sustained muted horn, and a flute trilling 
its highest G. 
The return of the principal tune is between a flute and 
bassoon, three octaves apart. Clarinet grace-notes ornament 
the delicate string pizzicati. Instead of a straight repetition 
of the melody as before, Bartok chooses to build a compli-
cated four part canon upon it in the piano--four hands. It 
derives its structure from a combination of double counter-
point at the sixth and tenth. 
The accompanying orchestration is one of the most effect-
ive instances in the entire suite. The strings are divided into 
numerous soli groups, all interrelated and interlaced to pro-
duce an overall crystalline effect. Harmonics are used in all 
sections; pizzicato in all but the violas. The ensemble of 
the several effects is delightful. A cymbal is touched with the 
hand and there is just the vaguest touch of the bells which are 
very softly answered by clarinets. The whisper of the harp 
adds the final touch.(Ex.9) 
The tune is next repeated by a clarinet an octave higher 
which is followed by an orchestral statement, the melody 
in violins doubled by two oboes and two flutes. The orches-
tra discovers the various rhythmic motives comprising the 
theme well suited to development. A sudden break to new mat-
·erial occurs and correspondingly creates a surprising color-
istic contrast in the orchestra: 
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double all of the first violins at the octave below. In the 
accompaniment horns double violas and a bassoon and contra 
bassoon double the cellos and basses, oboes dividing doublings 
f 
between the two groups. The material assigned to the trumpets 
is much akin to that given the cellos and basses, and two 
clarinets and two piccolos play an ornamental figure in oc-
taves. 
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The next presentation of this material sees some modifications, 
the most significant being the doubling of the clarinets and 
piccolos with first and second violins. 
A further variant of the theme receives woodwind treat-
ment to the end of the dance, its accompaniment primarily in 
conventionally played strings, except for one point where for 
five measures harp, celesta and piano are added. The piano and 
celesta are playing on the off beats, thus the violins and violas, 
which are engaged on all the beats, are playing in reverse bow-
ing in order to place their accents in conjunction with these 
special instruments.(Ex.ll) 
It is only between the third and fourth dances that the 
ritornell is omitted. Because of the extreme calm of the fourth 
dance it might be presumed that the ritornell, being of similar 
quality, would serve no function as a connecting link. 
The musical and instrumental structures of the dance lack 
complexity. A winding woodwind melody is consistently alter-
nated with a static orchestral sonority which contains just a 
touch of a pulsation. There is no repetition of the melody, 
each statement serving as a continuation of the previous one. 
In fact, the improvisatory nature is so conspicuous that 
the winds seem to carry one continuous thought all the way 
through with tasteful interruptions by the mystical orches-
tral color. Upon each presentation of the melody there is the 
addition of another wind instrument until the middle of the 
movement is reached, whereupon the instruments are subtracted 
Ex. 11. Dance Suite 
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in the reverse order of which they were added. The melody 
begins with English horn and bass clarinet in octaves. The 
order of presentation that follows is an oboe, a clarinet, 
two bassoons in octaves, and finally two flutes in unison. 
The flutes exit after a phrase, the bassoons drop out one by 
one, followed by the other winds in the order described above. 
"l-9 
c::v 
It is the sound of the solo bass clarinet that closes the dance 
and connects into the ritornell. 
As previously stated there is consistent alternation 
of the static orchestral sonority and the woodwind obbl!&a1tp. 
There is no accompaniment. Tbis.sound belongs basically to 
divided strings, unmuted for only two measures in the middle 
of the movement at the besinning of the diminution of the winds. 
Piano, harp, and muted horns: are consistent companions of the 
strings, the presence of the celesta to be noted also, at the 
two measures where the strings are without mutes. 
There is an instance where the brass section is used. 
Considering the content of the dance, one may view this as 
somewhat out of the ordinary. The entire section is muted and 
plays as soft as possible. These measures are quoted, not 
only for the purpose of sbow~ng the brass, but so that the 
sonority as a whole can be viewed. (Ex.l2) 
The ritornell is very brief, hardly deserving of being 
termed a statement. Four soli violins play the first half 
of the first melody, followed by a glassy version of the open-
ing of the original clarinet melody. The glassiness is crea-
ted by the doubling of string harmonics with the celesta. (Ex.l3) 
There exists a relationship between the last two 
dances. The last dance has some of the s~ylistic characteristics 
of the fourth. The most obvious at the outset is the setting 
of a strange atmosphere. The very soft low E pedal is played 
Ex. 12. Dance Suite 
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by the piano, muted tuba, contra bassoon, and basses played 
pfzzicato and left to vibrate. Each utterance is accom-
panied by the ominous whisper of a tamtam. The theme of the 
' 
Ex. 13. Dance Suite 
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dance is gradually built up in superimposed fourths in muted 
strings . Violas begin, moving up a fourth at the entrance of 
the cellos, second and first violins each entering a fourth 
higher at their respective entrances . There is no contra-
puntal interest in the material; all of the strings play the 
same thing when they enter, only in superimposed fourths. The 
triplet figure within the melody is embellished by woodwinds 
which have been added in the same manner as the strings--two 
clarinets and two flutes. Two muted trombones in fourths add 
to the drone-like undercurrent, an implied harmonic change 
occuring at the beginning of each triplet. The frequent string 
glissandi are always outlined as descending triplets by the accom-
panying woodwinds. A glance at these measures explains much of 
what is happening. 
Ex. 14. Dance Suite 
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The finale begins with the material of tne fifth dance. 
The tempo is allegro and because of the swift motion, the trip-
let is eliminated. Mutes are taken off and all stripgs except 
the basses are divided. The basses and half of the cellos be-
gin the figure on C, entrances continuing at the fourth 
through all the strings and ending on the E of the flutes 
and clarinets -- nine entrances in all. It is after the 
woodwind entrance that trombones begin the agitated line 
that is to receive more extensive brass treatment next. 
Ex . 15o Dance 
A 
F l. 
ru 
Cl 
(B ) 
•J 
Fg : 
A 
Co r. 
oJ 
Tr b. : 
l!.tZJ Allegro (J=t4o) 
A-
OJ 
Vl.I A 
oJ 
A 
Suite 
p 
ill .... ...., 
-
pjl----
con sord. 4. S. 
J~-
se:za-s-ord-. -2.-L'..-...-
senza sord. 
senza sord. 
pp <Vl.II~ oJ 
I ( A senza sord. 
• ~~v~~~~~-~s~=~za~so~rd~.~~W~~~~~~~~~~-~~~~W~~ 
j~~~~w~~~~r·• ~ ~~ senzasord. _ _ ,....,........ 
w ' 
senza sord. 
·;. senza."s~. 
'I ·. 
' pp~~~~ =-t'u.t~ .. ~.,v~ , ~ ~ 
senza sord. 
~~~a~rc~o~~~~~~~~~~~~~~~~~~~~~'~ Cb I!; ' 
pp • _ P \ • 
Copyright 1924 by Universal Edition . Assigned 1939 to 
Boosey & Hawkes, Ltde 
\ 
24 
The orchestra, now built on fourths, rhythmically rein-
forces the further development of trombones and trumpets. 
As the motion becomes frenetic there is a sudden stop, only 
to be continued on a larger scale in the brass, building in-
to the winds, and without the benefit of the previous full 
accompaniment which had included strings. It appears that 
the interval of the third has come more into prominence '(re-
placing the fourth), and thus the material of the second 
dance has transformed itself here. 
A brief rest and the theme from the first dance re-
ceives a tutti treatment in strings and winds, brass supply-
ing the staccato background that strings had provided in the 
first dance. A connecting link of string trills amid wind 
flourishes leads into the tune of the third dance. It is 
played by clarinets, oboes and flutes joining in the repe-
tition. What appears at first to be a simple extension of 
this tune by unison oboes actually becomes the theme of the 
fifth dance in its original form. This amounts to only a 
phrase, going immediately into a section marked allegro 
vivace. This section is purely developmental, based primar-
ily upon the third dance. It concludes with trumpets and 
trombones in octaves,"bells in the air,"racing through a 
presto version of the theme from the second dance. The chord 
sustained against it in the orchestra involves the entire 
string section in a tremolo and the four horns stopped, the 
rest of the instruments playing in the usual manner. A point 
worth noting here is that a rolled crescendo on the "tamburo 
piccolo" introduces this activity, the only instance in the 
score of this instrument. 
The return of the ri tornell begins ·exactly as it did 
in the first dance--the scoring is identical. This lasts 
for only a phrase, however, an oboe taking the opening frag-
ment of the original clarinet line and the ritornell coming 
to an abrupt end. 
The material that follows turns out to be a variation 
co 
on the ritornell with a short amount of development.(Ex.l6) 
Trumpets and trombones in octaves bring back their theme that 
appeared in the beginning of the finale against sharp orchestral 
chords that are punctuated by wind, string, and horn glissandi. 
The cymbals, struck with a wooden drumstick, sharpen the 
percussiveness of the timpani, tuba, and bassoons. 
The trumpets maintain the forefront as the coda begins, 
playing a highly rhythmical variant of the third dance. A 
recurrence of material from the development closes the suite. 
Ex. 16. Dance Suite 
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MUSIC FOR STRING INSTRUMENTS, PERCUSSION AND CELESTA 
This work was commissioned for the commemoration of 
the tenth anniversary of the Basel Chamber Orchestra. It was 
completed on September 7, 1936 and received its first perform-
ance on January 21, 1937 under the baton of Paul Sacher, con-
ductor of this Basel ensemble. The work is a masterpiece. 
Bartok had long been fascinated with the possibilities 
of percussion instruments, most particularly in combination 
with the piano. Earlier evidence of this can easily be ob-
served in the Second Piano Concerto. It was in the summer 
following the composition of the Music for Strings, Percussion 
and Celesta that Bartok was to write his monumental Sonata for 
two Pianos and Percussion. Never again was he to write such 
intensive music for percussion. There is also an orchestral 
version of this work, but the best commentary about it exists 
in the composer's own words: 
"It seemed advisable, for certain technical 
reasons, to add orchestral accompaniment to the work, 
though, as a matter of fact, it gives only color to 
certain portions of the work. The two-piano and per-
cussion parts remain practically unchanged; except for 
some of the climactic parts which are now taken over 
from the two pianos as tuttis by the orchestra."l 
Reference is made to this work here simply because the 
Music for Strings serves as its preparation in several instru-
mental ways. The analogy of the double string orchestra to the 
1 Quoted by Bagar and Biancolli, The Concert Companion, p.22. 
29 
two pianos is obvious. Through this organization a third dim-
ension is created which can satisfactorily be heard only in 
live performance, or perhaps through excellent stereophonic 
reproduction. The double medium is used together, antiphonally, 
and in mixed and interwoven textures. The similarities of the 
instrumentations of percussion instruments is not purely coin-
cidental. Both works require chromatic timpani, xylophone, 
two side drums--one with snares and one without--bass drum, 
and tam-tam. The Music for Strings calls for two pairs of 
cymbals, one smaller than the other, harp, piano and celesta 
(which takes over in certain places the second part of the 
piano). The Sonata for Two Pianos contains one pair of cymbals 
and a suspended cymbal. The only instrument not found in its 
companion work is the triangle; the only instrument not found 
in the Sonata is the harp. Bartok regards the celesta as a 
coloristic instrument and it is included in the orchestral 
version of this Sonata. The piano part in the Music for Strings 
is treated most frequently as a percussive instrument. In 
the Sonata, the piano parts constitute the backbone of the 
music as the string parts did in the Music for Strings. 
Directions are given with the greatest of care, not only 
to the individual players, but also to the pianist in charge 
as to the details of the performance. Diagrams appear in both 
30 
pieces as to the approximate positions of the instruments. 
MUSIC FOR STRINGS 
Double Bass I Double Bass II 
Violoncello I Timpani Bass Drum Violoncello II 
Viola I Side Drums Cymbals Viola II 
Violin II Celesta Xylophone Violin IV 
Violin I Piano Harp Violin III 
SONATA FOR TWO PIANOS 
The first mov~~ent of the Music for Strings is a fugue, 
the subject of which generates the material for the entire work. 
(Ex. 1) The double string orchestra is completely interwoven, 
the accumulation of the exposition creating one unified body of 
strings. The first entrance is on A, the second a perfect 5th 
higher, the third a perfect 5th lower, etc., all the even num-
bered entrances entering a perfect 5th higher than the last even 
numbered entrance, the reverse being true of the odd numbered 
Ex. 1. Music fo£ Strings, Percussion and Celesta 
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entrances. There are twelve entrances in all moving conversely 
&bout the circle of fifths and ending on the remote key of E flat. 
All of the strings are present after the first six entrances, thus, 
the, instrumenfs assume a secondary nature from that point on. 
The order of their presentation is as follows: first and second 
violas; third and fourth violins; first and second cellos; sec-
ond violins, first and second double-basses, and finally, first 
violins. Mutes are removed during the last five entrances accom-
panied by a timpani roll which ends at the beginning of the twelfth 
presentation of the subject in first and second basses. There 
is an extended crescendo culminating in the trill of two cymb-
als, followed by a timpani roll, and ending on a beat wh€re cym-
bal and timpani are struck together at the point where the string 
orchestra has reached the dynamic level of fff. From this point to 
the end of the movement there is a gradual diminution of sound as 
' well as the number of instruments. The strings become muted 
once again and the texture becomes glassy as the celesta is 
------------------------------------------------~--------~~3c 
introduced against a background of tremoli. The first violin 
is playing the inversion of the subject which is in the fourth 
violin. 
Ex. 2. Music for Strings, Percussion and Celesta 
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t!OSTON ONI'JERSITY 
f-INE AND APt"LiE.D !.o< rs LIDRARY 
The movement ends with an exact mirror of a fragment of the 
subject in first and second violins, coming to rest on the 
original A. 
Ex. 3. Music f£! Strings, Percussion ~ Celesta 
---~-- --..... 
--- -,1 .. --y.• -~· ... -.O.t!~>'D r~ -- - --- ! I 
" I 
... ------
I I I 
'7 
I 0 a- I I ' -, J i :J :• Q_ ' 
' 
... l"''\ ~ 
t ~ ! 
' - ' 
-
... •. -. 
·--
i ' I-
Copyright 1937 by Universal Edition. Assigned 1939 to 
Boosey & Hawkes, Ltd. 
The antiphonal use of the double string orchestra is 
evident on the first page of the second movement. (Ex.4) 
.).) 
The piano punctuates the second note of the pizzicato glissando 
and the timpani emphasizes the next entrance of the second string 
group. There is considerable independence of the two string 
sections in this movement from which arises a depth of sound 
never before sought after. 
There are a couple of instances of pizzicato worth noting 
because of their special effects. One is a pizzicato with the 
fingernail performed near the bridge where the finger is able 
to get underneath the string and draw it down from below. In 
this instance it is used to accent certain notes of the piano. 
(Ex. 5a) 
The use of the other pizzicato comes in a most colorful 
EXo 4. Music for Strings, Percussion and Celesta 
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texture. It is the pizzicato in which the string is permitted 
to snap against the fingerboard, an effect Bartok used exten-
sively throughout his music. The symbols denoting these types 
of pizzicati in the examples are Bartok's own invention. (Ex. 
5b) If one thinks of the first string section as doubling the 
~ piano (instead of vice versa), one may describe the strings as 
35 
Ex. 5a. Music for Strings, Percussion and Celesta 
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adding a sharp, biting edge to the piano, very much like one 
large xylophone. The bass and side drums clarify the rhyth-
mical grouping that begins each six measure phrase. The side 
drum being struck in the middle of the head will produce a 
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adding a sharp, biting edge to the piano, very much like one 
large xylophone. The bass and side drums clarify the rhyth-
mical grouping that begins each six measure phrase. The side 
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more hollow sound along with the bass drum . The first basses 
are grouped with the second sec tion along with the harp, and 
this second sec tion is entirely pizzicato in the conventional 
fashion . 
The third movement contains some of those atmospheric 
portrayals of "night music" that Bartok so loved to paint. 
The mystery of the opening is the clue to the character of the 
entire movement. 
Ex.6. Music for Strings, Percussion and Celesta 
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The misty atmosphere that soon follows gives the effect 
of a great deal of motion through an economy of means. The 
38 
background provided by the piano, harp and celesta is entirely 
pentatonic, in fact, the celesta outlines two penta-scales. 
The serpentine melody is merged between one group of violins, 
violas and cellos in each of the two sections. The string 
tremolo is played over the fingerboard. The monotonous timpani 
roll is doubled by one group of basses. The mood is heightened 
through the means of "dimension"--the depth created by the 
arrangement of the strings. {Ex. 7) 
The pages that conclude the texture described above 
are based on a five-note motive and the new texture is as amaz-
ingly varied as it is extremely interesting. From its intro-
duction by the clash of the small cymbal, the array of percuss-
ive colors grows more fascinating. The piano, celesta and harp 
against the sul ponticello tremolo of strings is immediately 
followed by the agitated version of the motive in the strings. 
Sul ponticello bowing alternates with the ordinary manner. 
The snap pizzicati enhance~.; the sharp attacks from the piano 
as well as does the small side drum without snare.{Ex. 8) 
The return of the misty quality demonstrated in Ex.7 
is somewhat altered. Comparison is worthwhile. {Ex. 9) 
The string instrumentation is different. The unex-
pected line of the third violin is played by two soli. The 
harp and piano are simply trillin'g now, and even the activ-
ity of the cellos is greatly reduced. The feeling is more 
static; much of the accompanying motion has been withdrawn. 
The movement ends as it was begun--with the strange 
Ex. 7. Music for Strings , Percussion and Celesta 
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utterances of the xylophone and timpani amid the winding melody 
of the strings . 
The last movement makes much use of the antiphonal possi-
bilities of the strings. The joyous and life-full material 
•) Pia!to 
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presses constantly forward with percussion adding to that 
motion. Extensive use is made of the timpani ; more than in 
any other movement. But it is employed in a more straight-
forward manner. The piano, too, is a constant companion. 
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There is a section using a second piano player (four hands) 
which is indicated to be played by the celesta player. 
One of the points of most excitement occurs at about 
42 
the middle of the movement. A subdued figure is rather elabor-
ately stated in the first string section. (Ex. lOa) The accom-
paniment of the second string section is colored by the soft 
chords of the harp and piano. Primary accents are colored by an 
extremely soft cymbal. 
The new material that appears shortly is played by the 
piano~ (Ex. lOb) It is accompanied by a thin arrangement of 
the preceding motive in the second string section. It becomes 
evident that the function of the first material is to accompany 
the second. The excitement build~ with increased frenzy, the 
second theme maintained in the piano, but accompanied by strings 
in close canonical treatment. ' The abruptness of martele bowing 
is employed. Swirling harp glissandi begin, followed by the 
xylophone which adds brittleness to the piano line. The final 
touch is added by the alternating snap pizzicato of both bass 
groups. (Ex. lOc) 
The remainder of the movement is based on a more diatonic 
version of the fugue subject. (Ex. 11) The rhythm of the tim-
pani is derived from the rhythmic fragments of the subject. The 
dotted divisions within the measures are Bartok's own. The theme 
is played by fourth violins, second violas, and second cellos, 
each spread an octave apart. Additional richness is achieved 
by the playing of the violins on the G string. The celesta to-
gether with the violin harmonic adds to the A of the piano against 
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which the pedal B-flat is sustained by the basses . 
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BOSTON UNI'I'::"lSITT 
.FINE AND APh_;i..J ,1,; r::; LlDRARY 
SECOND PIANO CONCERTO 
Bartok was a highly competent pianist. As a student 
at the Royal Academy of Music in Budapest, which he entered 
in 1899, Bartok studied piano with Istvan Thoman, a student 
of Liszt, and teacher of Dohnanyi and Fritz Reiner, among 
others. Hans Koessler was Bartok's composition teacher, an 
47 
association which profited the student little. It may seem 
likely that one as nationalistic as Bartok might find a relation-
ship difficult with a German who, though supposed to be interest-
ed in Hungarian music, never learned to speak the Hungarian 
1 
language in the forty years he spent in Budapest. It appears 
that Bartok's orchestration teacher, Ferenc Xavier Szabo, was 
impressed with the thickest scoring imaginable. Bartok men-
tioned in a letter to his mother"that while Wagner required 
thirty lines on some pages, .... Szabo employed an orchestra 
so vast that he was said to use manuscript paper with sixty 
2 
lines to the page." 
Since Bartok could find no direction whatever in his 
own composition, he channelled all of his energies toward the 
piano, neglecting composition entirely for two years. He made 
quite a name for himself 't the Academy as a pianist, and it 
was presumed that he had a most promising career, in this res-
pect, in wpich to look forward. He was not known as a composer 
at all. 
1 Stevens, The Life and Music of Bela Bartok, p.xi. 
2 ~· J p.'I2':'"-- --
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In 1907 he accepted a position at the Royal Academy as 
teacher of piano, succeeding Thoman. As a side point of interest, 
Bartok had categorically refused to teach composition all his 
life, even when a position of this type could have made his 
3 
financial position far more secure. Bartok hated teaching, 
presumably because of the tiresome chore involved in expending 
oneself on untalented students. But this was his principal 
means of income, and when his reputation was established he 
did acquire better students. 
It should not be difficult to see why, as a composer, 
Bartok was especially attrao~ed to the piano. Not only was 
it his instrument, but because of his virtuosity he could be 
fairly well ·assured of having his works heard by performing 
them himself. In this respect there is an evident similar-
ity to the careers of Rachmaninoff and Paderewski. Thus Bartok 
established himself as a composer-pianist of note. 
The Second Piano Concerto, begun in October, 1930, was 
coMpleted in October, 1931. It is certainly more accessible 
than some of the piano works preceding it, and it was received 
with less reservation than his earlier style. The Sonata and 
the First Concerto are examples of the ultra-percussiveness 
that are representative of.tbis style. The popularity of the 
Second Concerto was such that in 1933, within the period of a 
3 Ibid., p.38. 
few months, Bartok had played it in Amsterdam, Frankfurt, 
London, Vienna, Strassburg, Stockholm, Winterthur and Zurich. 
This concerto places itself as a transitional piece 
of music. Elements of the preceding style are still pre-
sent, but the tendencies toward the most mature qualities 
which are to be attained in the music of the next thirteen 
years are already present. 
The formal structure of the concerto is what has 
been referred to as the "arch form" which "conditioned 
so much of Bartok's architecture for so many years; the 
first and third sections sharing materials, and acting 
as piers of the arch of which the second section is the 
4 
keystone." 
The general orchestral texture is quite apart from 
Bartok's norm. His orchestral pallet is filled with colors 
from which he dabs and shades with consistent frequency. 
He is not interested in pure colors so much as constantly 
changing combinations which create an overall kaleidoscopic 
effect. 
The instrumentation is as follows: 
3 FLUTES (3rd doubling PICCOLO) 
2 CLARINETS 
2 OBOES 
3 BASSOONS (3rd doubling CONTRABASSOON) 
4 HORNS 
3 TRUMPETS 
TUBA 
TIMPANI 
TAMBURO PICC. 
TRIANGLE 
BASS DRUM 
CYMBALS 
STRINGS 
4 Ibid . I p • 18 3. 
. _, 
The brass section is evidently what would be the 
normal size for a large orchestra, but the woodwinds and per-
cussion are rather modest, especially considering the ex-
tensive use of these two sections in the concerto. 
The main theme of the first movement consists of three 
motives: 
gx. 1. Second Piano Concerto 
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These ideas are each treated contrapuntally, but never to-
gether in any of the three two-motive combinations, nor all 
50 
three together. They culminate in a brass stretto on the first 
motive. There follows a new theme which is rhythmically re-
lated to the first motive above. It may be broken down into 
two motives. 
Ex. 2. Second Piano Concerto 
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The use of the thin bassoon color on the first motive creates 
a subtle differentiation from the second motive. The motives 
are stated again seven bars later1 but the contrast of colors 
is somewhat more distinct. 
Ex. 3. Second Piano Concerto 
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Another melodic idea of a secondary nature occurs at 
the midpoint of this section. It is a slow1 syncopated 
descending line of eleven notes, moving at first in semitones 
and then in whole tones. The close imitation creating a 
series of suspensions is a good example of gradual mellowing 
from the low pungent oboes 1 through the bland bassoon, to the 
muted horns. The solo is highlY. ornamented in triplet six-
teenths throughout this entire section 1 with some allusion 
to its opening motive at the beginning of the concerto. 
Ex. 4. Second Piano Concerto 
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This secondary themeJ quoted in the above exampleJ is in 
the piano part alsoJ and is its only melodic line in this 
particular section. 
In the last t'wo pages of the section the two motives 
of example three are treated contrapuntally in woodwinds 
and hornsJ terminating with this alteration in a muted trombone 
in its lowest register. (Ex. 5.) 
The entrance of the main theme again is begun with the 
second motive in the piano imitated by the woodwindso When 
the third motive is heardJ two flutes begin what appears to 
Ex. 5. Second Piano Concerto 
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tri..Jo?=! (j 1ll!Jj) L 
F u'-"" 
Copyright 1932 by Universal Edition, Wien; assigned to 
Boosey & Hawkes, Inc. 
be simply an ornamented trill. But the pattern of its line 
links it directly with the secondary theme of the second 
section despite the absence of any rhythmic similarity. 
:r:y 
It may be recalled that a flute played the entire upper line 
in the original presentation. It should be noted also that 
the horns and winds are marked forte while these flutes enter 
" piano and then crescendo. The ease with which this may be 
performed is demonstrated by dividing the labor on every beat, 
the result being that the entrance of each note is articulate. 
Ex. 6. Second Piano Concerto 
Copyright 1932 by Universal Edition, Wien; assigned to 
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As before,Bartok uses a brass stretto on the first 
motive of the main subject to bring a section to its climax. 
The solo piano, timpani and small side drum lead into 
a tranquillo section, gradually releasing rhythmic tension 
after a vigorous beginning. By the time the tranquillo is 
reached, both the timpani and side drum have dropped out, 
being replaced with a subdued triangle played variously 
with both a wooden and a metal sticko The melodic figure 
presented by the piano with contrary arpeggios in each hand 
is the germ for the next important subject. Winds · imitate 
closely--bassoons, clarinets, an r"' oboe, and flutes--in that 
ordeT. The effect is light and gracious, the grace notes 
adding a bit bf jocularityo 
The last appearance of this germ in its arpeggiated 
form ,on the piano is accompanied by another variation of the 
subordinate scalewise theme, this time presented in this 
manner: 
I' 
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It seems entirely logical that the left hand of the piano 
should be imitating the right hand in conjunction with the 
woodwind imitation. 
The piano 1 timpani 1 and side drum begin again their 
vigorous percussiveness in the same manner as before
1 
but 
this time the tension does not subside, and the actual subject, 
of which only the germ was heard a moment ago, is presented 
in three horns in unison, the conclusion of the line sharpened 
by the addition of four horns and then a trombone. 
Ex. 8. Second Piano Concerto 
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Two horns in octaves begin a new statement immediately, 
beginning on G sharp. (The first was on C sharp.) Bartok 
defines the motive of the first five notes by having the 
woodwind section imitate beginning on the fifth note of the 
horns, this entrance being on D, a diminished fifth above 
the last horn entrance. Despite the fact that the subject. 
makes use of every semitone, it does not obliterate tonal 
feelln~. This is primarily because of the rhythmic divisions 
of the melod~ which create points of tonal rest. After 
the fifth note of the motive in the winds, the lower horn 
part is strengthened by transferring it from horn three to 
horns two and four, giving added weight to the line and 
assigning it to the players who are most comfortable in the 
lower register. These statements of the theme in the winds 
and horns are complete. It should be noted that the piano, 
timpani and side drum have continued their percussive drive 
relentlessly through these complete statements. The section 
ends with fragments based on the last part of the theme 
imitated throughout the arches tra with the piano. 
The development begins with a brief return to the 
second motive of the main theme, first in the piano, and 
then answered by a flute. But as the flute plays there is 
a gradual adding of other woodwinds, one by one, creating 
a harmonic texture, with only the first oboe doubling the 
flute. A horn plays half of the motive, repeated a minor 
third lower by the piano, and then the four descending 
sixteenth notes of the motive are reiterated in a brief 
dialogue between the piano and winds. The woodwind com-
binations change with each utterance--first, flute and clar-
inet, second, flute and oboe, third, oboe and clarinet, and 
fourth, two oboes, two clarinets, and one bassoon. Again, 
almost to be expected, there is a brass statement of the 
first motive of the main subject in imitation, but not in 
stretto this time. 
The vigorous rhythm of the piano, timpani and side 
drum is heard again, but this time it serves as an accom-
paniment for the development of the third motive~ This is 
accomplished entirely in woodwinds and piano with constant 
and varied changes of color in woodwind pairs. The timpani 
and side drum cease a~ the point where the piano joins in 
with the motive. At measure 155 the piano and winds become 
totally linear, abandoning doubling in thirds until the piano 
resumes this procedure ten measures later. The character 
5 
of these measures shows a strong affinity to Bach. 
Leading into the close of the development one finds 
the building of a tutti of the forces employed, first in the 
woodwinds, and then, as has become the custom, in the brass 
with sweeping flourishes from the woodwind choir. It begins 
with an inverted fragment of the motive of the first subject 
in two bassoons and a horn in unison. 
Ex. 9. Second Piano Concerto 
(9_"if)jl ~'Ji-2 I 
1?;/;JI) 
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5 Ibid., p. 241. 
The piano begins the recapitulation with the second 
motive of the main theme inverted# followed by a brass stretto 
on the inversion of the first motive. Soon the third 
motive is heard inverted in the woodwind section which 
climaxes the presentation of the first subject. It is just 
at this high point that hints of the second subject inverted 
appear amid the winds, played first by four horns and a trom-
bone, and then by a trombone and a tuba. 
The restatement of this second subject makes use of 
only the first motive, played first by two bassoons. 
Ex. 10. Second Piano Concerto 
Copyright 1932 by Universal Edition, Wien; assigned to 
Boosey & Hawkes, Inc. 
It is answered by a clarinet, and is the only place that it 
appears in its original form. The treatment becomes contra-
puntal in winds and horns, the horns frequently doubling 
the bassoons or clarinets. 
The subordinate theme also appears in its inversion. 
Its similarity to example four is more than a matter of 
~strumentation. Its purpose here is transitional. (Ex. 11.) 
Four horns present the retrograde inversion of the 
first motive of the main subject. The ensuing crescendo 
Ex. 11. Second Piano Concerto 
cl~ 
I] 
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through the adding of instruments is just a somewhat larger 
scale of what Bartok consistently does at the close of a 
section. In this case it ushers in the cadenza. 
With the conclusion of the cadenza,fragments of the 
closing theme (Ex. 8.) are heard tossed about in the wood-
winds in numerous ways. Each pair of winds are, for the most 
part, in octaves, but the prime interest is the various 
combinations of pairs. The inverted subsidiary theme (Ex. 4) 
appears against this in quarter notes in a horn, then a 
bassoon, then again a horn. Despite the florid bravura of 
the piano, its bass note is doubling the line on every beat. 
The coda is introduced with the first motive of the 
59 
first subject played by a flute and answered by the piano. 
Aside from the cadenza, this is the only place the piano 
has had this material. The piano has been highly embellished 
throughout the movement, its percussive quality being of 
secondary importance. There has been little concern for 
its use as a melodic instrument, other than its excessive 
ornamentation. 
The second movement is ternary. The contrast of the 
(A) sections against the rather extended B section is most 
pronounced, even from the aspect of orchestration. 
The chorale opening of the string section creates 
a dramatic effect immediately for two reasons. It is the 
first time any string sound has been heard in the concerto, 
and the psychological effect of its entrance as a section 
alone is of no little emotional effect. The manner of its 
presentation is the second reason for its drama--all strings 
muted and without vibrato. 
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The chorale is harmonized in two linear parts, the upper 
strings contrasting against the lower strings. The vertical 
construction, being in fifths, creates six instrumental lines. 
If the opening motive is extended to the first note of the third 
measure, the cancrizans shape of the line is easily discern-
able. Thus the lower strings will appear to be in retrograde 
inversion with the upper strings as well as a simple straight 
inversion. 
Copyright 1932 by Universal Edition, Wien; assigned to 
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With the conclusion of the string chorale, the timpani 
usher in the piano, which in this and the last section is al-
ways accompanied by timpani. It should be observed that the 
instrumentation of these two sections consists of only strings, 
timpani, and the solo piano, and ~t is only in the last 
section that any strings are used at all in conjunction with 
the piano-timpani combination. Therefore, it may easily 
be seen that it is not until the exact "formal" center of 
the concerto--the B section of the second movement--that all 
of the resources of the orchestra are used, and yet, it 
will not be until the last movement that anything similar to 
a real tutti is approached. 
In his book, Halsey Stevens refers to Bartok's attract-
6 
ion for writing nocturnal, or "night" music. When it occurs 
6 Ibid. cf. Second and Third Piano Concertos, Out of Doors 
---- Suite, ConcertO for Orchestra, etc. -----
the listener has no doubts as to what aural picture is intend-
ed. Such composition is the highpoint of this movement. 
The middle section begins with toccata playing in the 
piano accompanied by a light texture of string tremolandi 
and staccato woodwinds. After a gradual thickening of the 
texture the piano continues alone, becoming more transparent, 
and its style reminiscent of Bartok's piano piece from the 
Mikrokomos, From the Diary of~ Fly. Here begins the noc-
turnal music, a tone cluster starting first in the piano and 
building in the first and second violins, each divisi in 
threes. Amid this background one hears the varied chirpings 
~nd croakings of night creatures, an unmistakable image, 
portrayed by brass and woodwinds. 
Ex. 13. Second Piano Concerto 
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As the music continues the nocturnal atmosphere grad-
ually disappears, leading into the last section. The chorale 
returns, accompanied by a piano trill, but the strings are now 
tremolando and sul ponticello. The duet between the piano 
and timpani is accompanied by strings, and the final pre-
sentation of the chorale is in the ordinary manner of 
playing. 
A roll on the bass drum accompanies the opening 
arpeggio of the piano which begins the last movement. The 
bass drum has considerably more to say in this movement, 
having only been exhibited for a few measures in the middle 
of the preceding one. 
The interval of the minor third is the basis of the 
subject, heard in the piano, which is the recurring theme 
of this rondo. 
Ex. 14. Second Piano Concerto 
li"if. 
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Its savage dance character is heightened by the timpani 
and, to a small degree, the bass drum. The moment the last 
note is sounded there is a gradual addition of brass creating 
a crescendo on the final interval of the theme--the perfect 
fourth. At the same time a gradual addition of sPrings occurs, 
producing a similar effect while augmenting the timpani. 
The B section of the rondo begins like this: 
Ex. 15. Second Piano Concerto 
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There is a definite relationship between the statement of the 
piano here and its first motive in the first movement. Also, 
the string writing is strikingly similar to the chorale of the 
last movement . As was the case in the first movement, the 
piano ' s theme belongs only to itself; the orchestra has no 
interest in it . This section closes with a familiar tech-
nique--a brass stretto on this theme : 
Ex . 16 . Second Piano Concerto 
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Its connection with the opening motive of the concerto is 
-· 
.I 
......, 
1 
unmistakable. It is acco~panied by the string figure shown 
in Ex. 15. 
The next appearance of A finds the piano in octaves 
and the timpani accompanied by cellos and basses. A bit of 
woodwind imitation prepares the ear for the presence of 
wind color which serves to ornament the theme of the C sec-
tion. 
Ex. 17o Second Piano Concerto 
· @I 
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Note the similarity to the first movement's first subject 
which was primarily woodwind material. The piano develops 
this idea, then with the entrance of subject matter from B 
we know that Bartok is closing this section in his traditional 
way. 
Ex. 18. Second Piano Concerto 
d,J. 
Cor. 
Fa 
2.~. 
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Brass and winds build this idea together, the high point 
.. 
occuring with the addition of the string motive (Ex. 14), 
this time expanded by the division of the upper strings. 
67: 
The recurrence of A displays the theme inverted. Al-
though the presence of the contrabassoon is the only differ-
ence in instrumentation, there are certain musical alter-
ations. (Ex. 19) 
Evidence that this rondo is following the thematic 
Ex. 19. Second Piano Concerto 
~ ~ ...,. ...,.. ...,. 
., rF&.t!rcr?tlltdJJ~#2Jii ~  
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scheme of the first movement is nearly conclusive at the 
arrival of D where the kinship to the first movement 1 s 
closing theme can be seen. 
Ex. 20. Second Piano Concerto 
ft-lr. 'flUJ~AJ§fJ5iJIT(t ~"fH 
"vt@~tt¥'r;GJ%ttc -- ---~ 
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The theme is restated by two trumpets and then again by the 
wind section. This leads into a development group primarily 
with woodwinds and pianoJ the horns and trumpets adding 
rhythmic touches. Much use is made of a motive derived 
from Ex. 2. 
Ex. 21. Second Piano Concerto 
Copyright 1932 by Universal EditionJ Wien; assigned to 
Boosey & HawkesJ Inc. 
Winds use it in dialogue with the pianoJ the piano invert-
ing the motive. In its inverted form it is expanded into a 
broad orchestral crescendoJ primarily in brassJ but support-
ed by windso The style is again fugato. 
After the final return of A (not now inverted)J Bar-
tok leads directly into the coda. The piano texture is like 
the last pages of the first movement. Low strings provide 
a tremolo background. Here is a version of the closing 
theme amidst this. 
Ex. 22o Second Piano Concerto 
Copyright 1932 by Universal EditionJ Wien; assigned to 
Boosey & HawkesJ Inc. 
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A similarJ but softerJ effect follows: 
Ex. 22b. Second Piano Concerto 
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There is further contrapuntal treatment, and without any 
basic change in the texture previously described, the theme 
appears in this ·manner: 
Ex. 23. S~cond P~ano Concerto 
I 
,v.:a 
VIa. fe~m§§~~*~~~ 
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Though brief, it is one of the sparce occasions in which the 
strings have thematic material, and the only place where 
individual lines are handled imitatively, a device that 
Bartok loved to exploit so frequently. The flute brings 
this passage to the short Calmandosi. 
The concerto closes with material from the B section, 
the main interest in the brass build-up, terminating with a 
woodwind and string climax, much expanded, on the string 
passage shown in Ex. 15. 
.\~~' 
~' 1 
VIOLIN CONCERTO 
Zoltan Szekely, the Hungarian violinist and friend 
of Bartok commissioned the composer to write a violin con-
certo. Bartok suggested a large work in variation form for 
72 
the violin, but Szekely was not to be swayed. Although the 
resulting work pleased Szekely immensely, the Violin Concerto 
turned out to be exactly what Bartok had originally intended--
a work in variation form. It appears that Szekely did not 
mind the composer's little joke at all, for he gave the work 
its premier in Amsterdam in April, 1939. The dedication reads: 
"To my dear friend Zol tan Szekely." 
Aside from the unpublished Violin Concerto of 1907-08, 
this was the only concerto for the violin that Bartok was to 
write. It was begun in August of 1937 and completed December 
31, 1938. Bartok did not hear the initial performance of 
his work--in fact, he was not to hear it performed until Oct-
ober, 1943, when he returned to New York City from Saranac 
Lake where he had just completed the Concerto for Orchestra. 
He commented that he"was most happy that there is nothing 
wrong with the scoring; nothing needs to be changed, even 
thougn orchestral 'accompaniment' of the violin is a very deli-
1 
cate business •••• " 
, . 
. ~: 
The work is scored as follows: 
1 ........ 1245. 
>i,t f ,;·:y ·~J' .;(< f JJr 
2 FLUTES (2nd doubling PICCOLO) 
2 OBOES (2nd doubling ENGLISH HORN) 
2 CLARINETS (2nd doubling BASS CLARINET) 
2 BASSOONS (2nd doubling CONTRABASSOON) 4 HORNS in F 
2 TRUMPETS in C 
2 TENOR TROMBONES 
BASS TROMBONE 
TIMPANI 
SIDE DRill~S 1 and 2 
BASS DRUM 
CYMBALS 1 and 2 
TRIANGLE 
TAM TAM 
CEL'!STA 
HARP 
STRINGS 
Though there is nothing that can properly be called 
an introduction, a short theme played pizzicato in violas, 
cellos, and basses precedes the presentation of the main 
theme by the solo violin. It is so unobtrusive that one 
would noti:~e inclined to regard it as a theme at all if 
for the fact that it i~ further developed later 
on. 
. relationship to the main theme is more readily 
ver. 
Violin Concerto 
Hawkes & ... ·~ (London) Ltd. 
73 
The entrance of this introductory theme is marked by a very 
soft horn pedal sounding B, the tonal center of the theme. 
Curiously enough, the solo violin is accompanied in the same 
manner, but an octave lower, its tonal center, obviously, 
also being B. The chords of the harp, which alone began the 
concerto, continue well into the extension of the main theme. 
The accompaniment of the solo violin is necessarily 
very thin, consisting of occasional woodwind embellishments, 
string pizzicato and sul ponticello glissandi, and slow 
moving lines for the muted horn. When finally the orchestra 
takes this theme the usual imitative principles are present. 
Significant is the added strength of the opening with first 
and second violins in unison, though only for a measure. 
Flutes and oboes take over, at that point, what the second 
violins started. The lines of the lower winds are altered 
74 
to maintain the deeper quality of sound with the lower strings. 
The horns(without mutes} are doubled by the second violins. 
(Ex.2} 
The transitional theme involves a technique of scoring 
·that was fre~uently seen in the Second Piano Concerto. The 
beginning figure is ·immediately answered by a wind instrument. 
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But instead of being the simple interplay of an idea, as this 
may suggest, the clarinet figure is really the continuation 
of the theme and not ornamentation. The brief harp glissando 
,that accompanies the clarinet is characteristic. As the 
theme becomes more extended, Bartok does resort to the ex-
pected kind of interplay on this figure creating an active 
background for the solo, but not distracting from its posi-
tion as the forefront. 
The next transitional theme brings up a point worthy 
• of discussion. 
Ex. 4a. Violi~ 
I 
Copyright 1946 ·by Hawkes & Son (London), Ltd . 
. . 
The organization of a tone row is not "Bartokian", but 
nevertheless it exists here. The next nine measures produce 
three different row themes, there being certain rhythmic 
and intervallic relationships between all four. (Ex.4b) 
Antal Molnar, who had discussed certain rhythmic similarities 
between the two principal themes of the first movement of 
the Violin Concerto in a published article, was corrected on 
76 
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a point in a letter from Bartok: 
11 
••• the rhythms of the main and secondary themes 
are indeed similar, but this constitutes no real 
relationship, or at most a rhythmic relationship. 
Properly speaking, measures 73-75 equal 76-78 eq-
ual 79-81 equal 82-84. Now, if we investigate the 
shape of measures 76-78 and 82-84, we find nothing 
in common between them and the main theme .... 11 2 
Halsey Stevens thus p~ints out that Bartok considered the 
"presence" of the twelve tones sufficient to create the 
thematic identity, whereas Schoenberg and his followers 
consider the "order" of the tones as the imperative fac-
3 
tor in this kind of identity. 
Now one may wonder why Bartok even alluded to the 
11 row" system. He certainly was a composer with a keen ear 
and a mind ever sensitive to new techniques and ideas. The 
2 Ibid., p.247. 
3 "I"f5TC!. J p. 248. 
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prime reason a twelve tone system might seem to be out of place 
here is that Bartok had never been able to accept the system as a 
creative technique, and it is unlikely that a few measures in 
this style are an indication of general feeling for it. It is 
more likely that Bartok just wanted to affirm an "opinion" about 
the technique by means of its utilization. The solo violin is 
expressive; the steady movement through the series in the or-
ches~ra is atmospheric; the four vivace measures preceding the 
second principal theme are opinionative. 
Violin Concerto 
,f4 
Bartok's ability to mimick or do a parody upon things that 
he was out of agreement with is also demonstrated in the 
Concerto 1£! Orchestra. The above example, which is much 
like an orchestral scream, reflects this attitude. 
The ensuing second theme is devised on a row, but is 
immediately transposed, which of course implies a new row. 
Ex. 6. Violin Concerto 
Copyright 1946 by Hawkes & Son (London), Ltd. 
Bartok actually follows none of the principles of the style, 
repeating notes, duplicating rhythms, etc. 
The accompaniment of the statement of this subject is 
a thin pizzicato in first and second violins and violas. The 
last fragment of the theme in each of the first two measures 
79 
vv 
is emphasized by an open fifth arpeggio in a bassoon, the 
last note receiving additional stress from pizzicato cellos. 
The third and fourth measures are scored for only second vio-
lins, violas, and cello pizzicati. As the solo violin plays 
with the first half of the subject, a harp enters, coloring the 
solo instrument until it again plays this second subject. This 
time the subject is accompanied by an important fragment of 
itself, clearly defined in the oboss. 
Ex. 7P .. Violin Concerto 
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It gains more importance a moment later in the strings, the 
first violins playing the subject and finally the fragment 
assumes total importance as strings and woodwinds play it in 
~~~close imitation. (Ex. 7b) This section that has properly 
introduced the second principal theme closes most blatantly 
with trilling trumpets and fluttertonguing trombones, a final 
expression of tqe technique upon which the theme was built. 
An extended cantabile section constructed upon the 
pizzicato theme that introduced the movement now concludes 
the development section. It is a lovely texture that is created 
by the interplay of instrumental colors and counter-melodies. 
Harp chords, similar to the opening, accompany the solo instru-
ment. The presence of moderately high bassoon color on a slow 
1 • 
I 
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Ex . 7b . Violin Concerto 
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moving line substitutes for the horn color which exists in the 
opening of the concerto . The similarity of the bassoon, when 
moderately high, to the horn is something that Bartok takes 
advantage of in much of his music, creating subtle color 
differences by substituting one for the other. The melody 
is taken by an English horn, followed closely by the solo. 
A bass clarinet and horn follow with a countermelody, joined 
after a few bars by a'n oboe. This figure connects to the 
Molto tranquillo which immediately precedes the development. 
Ex. 8. Violin Concerto 
~~.t9:)t5J 1~>1¥¥ tffi~J§ .. _J 
• 
Copy~ight 1946 by Hawkes & Son (London), Ltd. 
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The perpetual motion of the solo violin is broken only by this 
figure in brass and winds, which is rhythmically derived from 
the main theme. 
Ex. 9a. Violin Concerto 
Copyright 1946 by Hawkes & Son (London), Ltd. 
The interest is primarily rhythmic, the side drum's syncopation 
opposing that of the rest of the ensemble. The figure appears 
several times in the succeeding few pages, scored differently 
each time and altered somewhat. Here is another instance 
for comparison. 
Ex. 9b. Violin Concerto 
Copyright 1946 by Hawkes & Son (London), Ltd. 
As the solo continues its frantic forward surge the main 
theme appears in augmentation in a horn, then in diminution 
in the English horn. The diminution is eventually taken by 
the string section with interspersions of the above example 
which conveniently never makes use of strings. 
There follows a texture worthy of note. 
Ex. 10. Violin Concerto (following page) 
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The harp and celesta produce a misty atmosphereJ the 
sustained B being of almost a secondary nature. This is 
doubled by first violin~. The violas have taken over the per-
petual motion that the solo previously had and add to the 
misty texture with the bowing indicated. Second violins 
replace the violas on the next pageJ their bowing being con 
sordino and punta d'arco. The solo instrument is playing 
the principal theme inverted. 
The short development ends with an orchestral cres-
cendo based on the opening three notes of the main theme. 
The first measures of the recapitulation are shown 
below along with the corresponding measures in the exposition. 
(Ex. lla.) The harp now plays half notesJ the steady pulse 
being in the basses played pizzicato. The harmonizations are 
different and more frequent than in the exposition. The 
horn is now absent and clarinets double the harp in supporting 
the harmonies that are concentrated in the second violins. 
Dynamic levels are all marked down to £ ££ ~J most noticeably 
in the solo which is also written two octaves higher. The 
subject is not now extendedJ leading directly into the first 
transitional theme which is also shortened considerably. The 
accompaniment consists of a thin texture of arco strings:(first 
violins omitted) and some fragmentary woodwind ornamentation; 
the first appearance contained only pizzicato strings. 
Ex. lla. Violin Concerto (Following page) 
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There follows the hint of a brass fugato which fails 
to materialize; instead, strings and woodwinds, spanning 
several octave~, alternate with brass syncopation. 
Ex. 12. Violin Concerto 
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The most sensible of explaining the brass is as a G sharp 
minor chord superimposed over an A major chord. The brass 
rhythm leads into the next transitional theme (cf. Ex. 3) 
which now eliminates the clarinet, the entire texture being 
in the strings. The theme, however, is inverted. It is not 
until after a hint of the twelve-tone theme that winds carry 
on treir agitated dialogue with the solo on this transitional 
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theme. The twelve tone tonality thfn becomes more assured, and 
as one might expect, the same orcheftral screams usher forth 
again. 
Ex. 13. Violin Concerto 
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As can be seen in the example above, the second sub-
ject is inverted. The crystalline quality of the harp, 
celesta, and flute, lightly punctuated by pizzicato violins, 
and the touch of the triangle gives this material a brightness 
it did not previously possess. Remembering the dodecaphonic 
origin of the second theme, the sarcasm of the following 
tutti is understandable. 
Ex. 14. Violin Concerto 
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The passage preceding the cadenza makes use of quar-
ter tones above and below the open D of the solo violin. 
At the same time, the D is punctuated by a harp and doubled 
one and two octaves lower by divisi cellos. A reminiscence 
of the main theme is heard first in a bass clarinet and 
then in a bassoon, these entrances stressed each time by 
the bass drum . 
Exo 12 . Violin Concerto 
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The coda is based primarily on the principal sub-
ject. 
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The second movement is a theme and variations. 
It is far more intimate in style than is generally expect-
ed in a concerto form. Nevertheless, it possesses some 
highly imaginative orchestrationQ 
The string background for the theme is accompanied 
by harp harmonics, setting a most delicate texture. 
Ex. 16. Violin Concerto 
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The phrases of the solo are set off by light touches from 
the timpani. 
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The first variation, a more elaborate parlando style, 
is· still highlighted by timpani similar to the manner above, 
but softly colored by pizzicat~ basses. 
The background of the second variation is primarily 
a lean woodwind shading in contrast to the thin string 
coloring of the theme and its first variation •• The sparce 
use of strings in this variation is designed to assume the 
quality of the winds. The repeated octave B's of the flutes 
• 
are reinforced by divisi first violins, muted and an octave 
higher. Later, violin harmonics on a woodwind chord blend 
in as one complete woodwind sound. 
Ex. J..r:- Violin Concerto 
vJ. 
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The sustained A in harmonics at the close of the variation, 
played in divisi second violins and cellos, serves the 
same function as the sustained B in the flutes and first 
violins at the beginning of the variation. The only other 
use of strings is a brief bit of imitation of the solo 
by two or three violas at the conclusion The final utter-
ance of the solo in harmonics 4;; hi6hlighted b;y the celesta. 
Ex 18 · Violin Conce.rto 
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Also noteworthy in this variation is the connection 
of the solo violin's phrases by the harp in achieving a 
continuous organic whole. 
The third variation is highly agitated, consisting 
entirely of double stops pla)ed ~ talon by the solo in-
strument. The accompaniment is primarily rhythmic. Aside 
fro!Tl the timpani, t-his is achieved in horns and winds b~ 
sfortzandi attacks. 
The fourth variation sees the theme presented in 
cellos and basses, followed shortly by violas and second 
violins in imitation. The solo consists of' highly elaborate 
turns and runs, the tones about which they occur being sus-
tained by clarinets. The canon in the strings that ends the 
variation is begun by the soloist •. His individuality is 
maintained by playing the majority of the passage on the G 
string, the intensity of the higher positions setting him 
off from the supporting section. 
The fifth variation, allegro scherzando, is just 
what the term implies--a carefree scherzo-like quality. Harp 
and winds embellish the twisting solo line; a side drum and 
triangle rhythmically color it. 
Perhaps the most fascinating scoring of the movement 
occurs in the sixth variation. It is easily the least com-
plex. The theme receives canonic treatment in pizzicati 
strings, the last two notes of each phrase played in a snap 
pizzicato. This percussiveness is immediately answered by a 
kettledrum and then a side drum, the latter played with 
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wooden sticks at.the edge of the head. The biting snap of the 
strings is echoed by this unusual brittleness from the drums. 
(Ex. 19) As the complete string section fills out, the solo 
assumes a more straightforward melodic role, finishing the 
variation. 
It is in a most etherial air that the theme is last 
exposed. The imitation of three solo violas is accompanied 
by a harp, after which the celesta is added. Muted first 
violins, divisi and rather high, state the theme as it dies 
away from a dynamic level of £2£· 
Aside from the horns, no use was made of brass in the 
second movement. 
EXo 19. Violin Concerto 
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The relationship of the third movement to the first 
is so exact - down to the finest details - that the mean-
ing of the term 11 arch form" is most clearly understood . 
The presentation of themes, whether principal or transition-
al, is achieved in similar ways in both of these out·er.: 
movements. The relationships of the corresponding themes 
,, 
95· 
between movements proves that they are , hand in hand , parts 
of the same thought . In many respects the same is found 
-
to be true of the orchestration o 
The affinity of the principal themes 
Ex. 20. Violin Concerto 
Main Theme - Third Movement 
is more easily seen than that of the introductory themes . 
Ex.21 . Violin Concerto 
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In both accounts the introductory theme is in.the 
strings and the principal subject is presented after a few 
measures by the solo instrument. The function of the horns 
is different, but aside from the absence of the harp (third 
movement), which could not conceivably benefit anything here, 
the similarity of orchestrations is unmistakable. 
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The following presentation of the main subject shows 
some close imitation of the opening figure, first in a bassoon, 
then a clarinet, and again in a bassoon, each wind doubled by 
the harp. 
The first appearance of this subject in the orchestra 
is worthy of contrast because of some diametrical opposites. 
The theme takes a different form than the solo in both move-
ments, but the use of the harp with the orchestra in the 
third movement is a reverse procedure (the harp accompanied 
the solo in the first movement). The strings not playing 
the theme play multiple stopped pizzicati so that the harp 
becomes a unit with the strings. Woodwinds in octaves play 
the theme after the statement of the second violins. The 
similar procedure in the first movement involved close 
imitation, the winds not so greatly expanded, and their en-
trance only a bar after the strings. {cf. Ex. 2) 
Ex. 22 . Violin Concerto 
. .. • 
Plti.I,U 
Ob.l 
C • .A.. 
Clts.J,II 
loA 
I~ 
I~ 
B1n.l,ll 
)'·~· 1,111 Bns.lo~· 
II,IV 
.~ 
. .~!<. ~. 
) 
. ....------:--.. :~-f-~~· t 
.f, cutabile 
~.?-' 
.•. ~·· 
T.ea,.labile 
j,-;utab(le 
··~ .?'-!---.. ~~ 
./.c•UIIabil• 
•• ~.~~.JL'~ J!c 
j, CGIIIa6ile 
"t 
' 
.J~ _ .. 
·~ J!J>---:;-..., 
11~ J!J>~ 
= = 
_A~ 
= 
.Jilt~ ~ 
....--...J 
M 
" #!_, 
ts;s9 · 
===···· 
. ' 
• !§1] ' :. A"f #"~ #"~ qnf . .. ., , ... #"• -
a tempo, J.~•• 
adl ... v 
Vln. J 
I~#"'>' "' #'i • #'i .. #'i ... #'i #'i 
-
Ylu.ll 
'-.£ • ... .. I 
~ ,l _.j _.j d .J 
Vh. 
I *. -
1111.11. 
Yes. 
, I •r . .. I If• I r• I ...  -
D. BI 
• i 
Copyright 1946 by Hawkes & Son (London) Ltd . 
The similarities of the transitional themes, both 
structurally and instrumentally is evident. (Ex. 23 ) (cf o 
Exo 3) A clarinet picks up the idea after the opening 
fragment of the solo violin; however, it is further extend-
ed through another clarinet and finally a flute before the 
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Ex o 23 . Violin Concerto 
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solo instrument carries it ono The function of the horns, 
bassoon and harp is identical in both places. 
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This transitional theme connects with the second 
group, a procedure not followed in the first movement. 
(The terminology of group is more in place here~) It con-
sists of two main parts: a savage fast moving line in the 
solo instrument and a staccato chordal structure above it. 
The statement is brief and to the point, ending abruptly· 
five measures later. The new texture, eerie and serene, 
is comprised of a triangle, harp and cymbals. It prepares 
the way for a strange melody in the solo violin. Though 
not actually written in a tone row, its derivation from 
the theme of Ex. 4 is unmistakable. 
Ex. 24. Violin Concerto 
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There follow two statements of a tone row: 
. ~. 
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Ex. 25. Violin Concerto 
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The row in the first and second violins is simultaneously 
inverted in the vi~_las and cellos. The second appearance 
transposes the row down a fifth (or up a fourth), and the 
first and second violins play the order of the previous 
l' 
' 
I 
I 
inversion while the violas and cellos play the order of the 
original. The first half of the row is always the same 
as the second half, there simply being the transposition 
of an augmented fourth. There are obvious reasons why ad-
herents to this system would look with disfavor upon its use 
here; consistent stepwise motion and rhythmical regularity 
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are not part of the styl~. But the sharpest jest that 
Bartok makes is setting up the two statements in a tonic-
dominant relationship. 
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The harp doubles the lower strings; the celesta doubles 
the upper, but plays only on the second statement. A subtle 
differentiation is made on the two triangle trills--one time 
with a wooden stick and the other with a metal one. The 
unison doubling of the fourth horn and basses is most un-
usual. And the effect of every line of ordinary bowing in 
the strings doubled with tremolandi gives the entire passage 
a wispy atmosphere. 
The development begins with the fire of the second 
group, the intense motion carried by the solo. The chordal 
• 
figure is staccato in winds and horns, but is soon carried 
into the strings. The forward drive is aided by bass drum, 
side drum and timpani. This figure develops into a tutti 
by a crescendo begun in brass, then winds, and culminating 
with the strings. 
The principal subject arrives, altered and amid a 
sustained texture of soli cellos, violas and basses. The 
shimmering celesta is doubled by four soli violins playing 
sul ponticello, and the motion is maintained by the triplet 
figure of a clarinet. An agitate section interrupts the 
main theme, building a crescendo by the addition of forces. 
It is constructed upon a dotted figure in extremely close 
i 
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canonic imitation, the greatest strength of sound being in the 
antecedent. Woodwind highlights are added, but bassoons are 
consistent in their doubling of the bass-cello line. 
Ex. 26. Violin Concerto 
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The tranquillo return of the main subject soon resumes the 
original tempo and the orchestra procedes to develop the 
subject at length. The arrival of a brass fugato is summoned 
by trumpet fragments that alternate with shimmering chords. 
of winds and norns, built upon the fifths (inverted to fourths) 
of the subject. The outline of the opening motive in the 
strings assumeFl se,,e:r-~1 .Pom.s. {Ex. 27) 
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Once again a brass fugato serves as a climax to a section. 
The tension is heightened by the tremolandi of the strings 
in perfect fourths and the rolled crescendo of the cymbal. 
The transitional theme that follows is primarily solo mat-
erial, the background provided by the orchestra being little 
more than a slight support. 
The last measures of the development bring about a 
short return of the twelve tone material. Though a different 
row is involved, its style is the same as the exposition. 
Ex. 28. Violin Concerto 
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The arrangement of tones in each bar suggests a triad, a 
procedure forbidden in the strict use of the system. The 
triads move down by semitones in each case. The two series 
are different, but there still exists the whimsical tonic-
dominant relationship. 
The recapitulation begins with the second group. A 
105 
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dark, muddy undercurrent emanates from a fast moving os-
tinato in muted violas, cellos and basses, doubled by tim-
pani and harp. 
The arrival of the principal theme is the most light-
hearted of all its variants. Both violin sections are in 
unison with violas doubling an octave lower. Excitement 
is added by the triple tonguing of a trumpet and the horns, 
the pedal F sharp trilled in\ the woodwinds and sustained 
in the lowest strings. The clashed cymbal is tastefully 
held down to a piano. (Ex. 2~) 
The solo response to the orchestra is a delicate 
waltz. The texture is extre~ely simplified. The sustained 
F sharp of the clarinet is ttilled by one flute. Cellos 
and basses, along with the harp, play the waltz accompan-
iment. (Ex. 30) 
It is with the type of texture that has accompanied 
the second group, mixed with motives of the first, that 
the concerto'ends. The original ending did not include the 
solo violin at all. Szekely convinced Bartok that it was 
only appropriate for the solo to maintain its prominence 
to the end in the traditional manner; a symphonic ending 
4 
was out of place in a solo concerto. Bartok agreed. 
4 !bid., pp. 248-9 
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A technical effect consistently used in the origin-
al ending makes use of arpeggios that run through the har-
monic series of all the brass instruments in a glissando 
fashion. In every case, the composer indicates the par-
ticular position or valves involved. But soloists being 
what they are, this ending is unlikely to be heard. 
~ 
I 
Exo 30. Violin Concerto 
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CONCERTO FOR ORCHESTRA 
Bartok received a commission of one thousand 
dollars from the Koussivitzky Foundation for an orchestral 
piece; the result being the Concerto for Orchestra. It was 
written in less than eight weeks; between August 18 and 
October 8, 1943. It received its first performance by the 
Boston Symphon~ Orchestra on December 1 and 2 1944 in 
lU~ 
Carnegie Hall, New York City. Bartok himself said of the work: 
''The general mood of the work represents, apart 
from the jesting second movement, a gradual transi-
tion from the sterness of the first movement and the 
lugubrious death-song of the third, to the life-asser-
tion of' the last one .... The title of this symphony-
like orchestral work is explained by its tendency to 
treat the single instruments or instrument groups in a 
'concertant' or soloistic manner. The virtuoso treat-
ment appears. for instance, in the fugato sections 
of the development of the first move~ent {brass instru-
ments), or the perpetuum mobile-like passage of the 
principal theme in the last movement {strings), and, 
especially in the second movement. in which pairs of 
instruments consecutively appear with brilliant pass-
ages. . . . ''1 
The work is scored as follows: 
3 FLUTES ( 3rd doubling PICCOLO) 
3 OBOES {3rd doubling COR ANGLAIS) 
3 CLARINETS in Bb and A {3rd doubling BASS 
j BASSOONS ( 3rd doubling DOUBLE BASSOON) 
4 HORNS in F 
3 TRUMPETS in C ( Llth TRUMPET ad lib.) 
2 TENOR TROMBONES 
BASS TROMBONE 
TUBA 
TIMPANI 
SIDE DRUM 
BASS DRUM 
TAM-TAM· 
CYMBALS 
TRIANGLE 
2 HARPS 
STRINGS 
CLARINET) 
• 
I Boston Symphony Orchestra Program Note~ De~ l, 19~4. 
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The opening theme of the introduction is desi 7 ned about 
fourths in cellos and basses It is followe~ by the accumu-
lation of a cluster in the rest of the strings. 
Ex. 1 . Concerto for Orchestra 
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An ex~ansion of the abcve cello-bass theme forms the basic 
textural background for the introduction. 
A new and more important theme is played by trumpets 
amid this back,;r(jund. This theme later receives extensive 
treatment in the third movemert . 
Ex .. 2. Concerto foe Orchestra 
Copyri~ht 19~6 by HawKes & Son (London) Ltd . 
The pedal E of the timpani is doubled b~ a horn at the en~ 
.trance of the trumpets 
111 
Its next appearance is somewhat changed. It is sung 
out by violins and highlighted by winds, the horn lines being 
based around the theme. 
Ex 3. Concerto for Orchestra 
Copyright 1946 by Hawkes & Son (London) Ltd. 
The remainder of the introduction is based entirely 
on a five note motive derived from the forthcoming first 
~ 
subject of this sonata movement. 
Ex 4 Concerto for Orchestra 
Copyright 1946 by HawKes & Son (London) Ltd. 
There is an accelerando and crescendo aided by the gradual 
addition of woodwinds moving directly into the main subject 
which is presented by the first and second violins in unison, 
Ex. 5. Concerto for Orchestra 
• Copyright 1946 by Hawkes & Son (London) Ltd. 
There follows a transitional section which is actually qulte 
developmental. It closes on a new theme taken from the main 
subject which is shortly to be used in a fugato. 
Ex. 6. Concerto for Orchestra 
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Snatches of the inverted five note motive are heard. This 
leads into the second subject, played by an oboe. 
Copyright 1946 by Hawkes & Son (London) Ltd. 
The accompaniment in first violins and cellos consists 
mainly of the open fifth B-F sharp~ witn strength added to 
the B by horns. Note the quasi imitation of the harp. The 
theme. is repeated by clarinets in oc taves, followed by the 
unusual sound of an oboe enclosed by flutes, the flutes at 
the interval of a tenth . These instruments are doubled by 
five desks of spiccati violins, punta d'arco, and played in 
an agitated manner. The related line of the clarinet and 
bass cla~inet is doubled by harp. 
Ex. 8 . Concerto for Orchestra 
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This apparently simple subject, basically of two notes, is 
discovered to be capable of the most comprehensive development 
in Bartok's hands. Its life is in its rhythm. 
As he continues to deal with this subject it is notice-
able that Bartok likes the sound of the flutes enclosing the 
oboe, as he has it playing the octave note of the first 
flute here: 
Ex. 9. Concerto for Orchestra 
Copyright 1946 by Hawkes & Son (London) Ltd. 
The development begins with the first two measures 
of the main subject in this manner: 
Ex. 10. Concerto for Orchestra 
-
:: 
Copyright 1946 by Hawkes & Son (London) Ltd. 
It is extended by an ascending sweep of the five note motive in 
woodwinds and strings. The next two measures (which are an 
inv~rsion of the first two) are scored similarly, however 
I 
violas are added in unison with the violins. The unison of 
violins I and II is what was called for in the exposition. 
The entrance of the brass section filling out the D minor 
chord emphasizes the top note of the trumpet, just as the 
same procedure, filling out an E flat minor chord a few 
measures later, emphasizes the low note. This same idea is 
carried out in a different manner a li tt·le further on in a 
less complex texture, bassoons adding the emphasis. 
Ex. 11. Concerto for Orchestra 
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The interest remains in the strings whic~ push toward a high 
point, culminating with the five note motive in winds. 
A brief tranquillo follows, still on the main subject, 
but plaintively sung by a clarinet, then an English horn. 
The fabric is very thin; strings back it up, but with al-
most no motion. The return of tempo I surprises the listener, 
and it is in this manner that the brass fugato is begun. 
Exo 12 . Concerto for Orchestra 
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The fugato builds gradual l y f r om the trombones through 
each trumpet . Immediate ly after the first trumpet finishes 
its statement of the 'fheme, tl:').e opening two measures of the 
main subjec t serve to reintroduce the fugato again, this 
time inverted . It begins in horns and wor ks downward to 
· the trombones, the instrumentation being inverted with the 
music! This sec tion culminates, after a brief reminder of 
the main subject , on an A flat spread over four oc taves in 
the orchestra . 
Ex . 13. Concerto for Orchestra 
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The gradual addition of brass instruments creates a cres-
cendo and increases the intensity of sound. An orchestrator 
of lesser talent might have taken this as an opportunity to 
118 
• • 
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call out his battery. A cymbal, struck in the manner in-
dicated, is all that is needed. 
The fugato serves as the connecting link to the second 
subject just as its theme did in the exposition. The se-
cond subject is presented by first and second violins in 
fifths, accompanied only by an open fifth in horns (muted) 
which is doubled an octave higher by a harp. The theme 
goes to a solo clarinet and then to flutes and an oboe--
the oboe enclosed as before. 
Ex. 14. Concerto for Orchestra 
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The second flute, in its extreme low register, is neverthe-
less heard, and the desired effect is achieved. The pre-
ceding background of the open fifth has now taken on broader 
proportions. 
A point is approached similar to that found near 
the end of the exposition--the strings are agitated, doubling 
the melody of the winds, but for a change, two oboes are 
discovered to be enclosing a flute. It is with the combin-
ation of the second subject and the five note motive from 
the first that the orchestra leads into the recapitulation. 
The restatement of the main subject finds violins I 
and II in unison as before, but they are now doubled an oc-
tave lower by violas and cellos in unison. The strings 
drive toward the end accompanied by woodwind runs. The 
movement ends with the brass statement of the fugato theme, 
its conclusion attended by the inverted five note motive 
in violins, violas, and winds. 
The second movement, entitled "Giuoco Delle Coppie 11 (Game 
of Pairs) is just what the title implies. Here BartoK 
shows off pairs of woodwind instruments and trumpets in a 
virtuoso manner. The composer says of the movement's struc-
ture: 
"The main part of the second consists of a chain of 
independent short sections, by wind instruments con-
secutively introduced in five pairs (bassoons, oboes, 
120 
J.LJ. 
clarinets, flutes, and muted trumpets). Thematically, 
the five sections have nothing in common. A kind of 
trio--a short chorale for brass instruments and side-
drum--follows, after which the five sections are re-
capitulated in a more elaborate instrumentation. "2 
This brief statement pretty much sums up all that occurs. 
A vital motion is always preserved, primarily through the 
intricate rhythms of the pairs of winds that press contin-
uously forward. Even the fairly static brass chorale is vital-
ized by the side drum's utterances. Interestingly, this 
chorale is the only place in the movement where brass instru-
ments are used, discounting, of course, the pair of muted 
trumpets. The side drum, always without snares, also intro-
duces and closes the movement. 
The intervals in which the pairs play are: bassoons 
in sixths, oboes in thirds, clarinets in sevenths, flutes 
in fifths, and trumpets in seconds. The bassoons, oboes, 
and clarinets are not confined to either major or minor 
intervals, both being interchanged at will. The flutes, 
however, are essentially always in perfect fifths. The 
passage shown in Ex. 15 does not dispel this intervallic effect. 
And the only place the trumpets use other than a major second 
is near the end of their parts--a deliberate alteration. (Ex. 
16) The accompanying texture for the complete first pre-
sentation of the pairs is in the strings. It is, for the 
most part, thin and veiled, with extensive divisi in violins 
2 Ibid. 
Ex. 15. Concerto for Orchestra 
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Ex. 16. Concerto for Orchestra 
,· 
Copyright 1946 by Hawkes & Son (London) Ltd. 
and violafL Melodic or rhythmic lines are occasional and 
brief; there is extensive use of tremolos, glissandi, com-
binations of arco and pizzicato, mutes, and even an example 
each of spiccato and punta d'arco bowings. It is through 
the freque:nt changes and many comb ina ti ons c f these several 
devices that this texture is accomplished. 
In the "recapitulation" of the pairs the third bassoon 
joins in with the other two in an obbligato. The oboes are 
joined by clarinets in thirds playing pretty much, but not 
entirely, an inversion of the oboes. The arrival of the 
122 
clarinets' material is doubled in sevenths by flutes, but 
they are a fifth below the clarinets. There is counterpoint 
in two bassoons below this. The return of the flute line 
eliminates the first ten measures of its original line. It 
is accompanied by a clarinet and oboe that alternate with 
each other. (The entrance of the second oboe doubles the 
first flute an octave lower.) The purpose of the clarinet 
or oboe is to fill in the fifth of the flutes at the third, 
and sometimes at the fourth. The trumpet melody is doubled 
at one point for only two measures by two oboes. The tex-
ture beneath it has become quite elaborate and any other 
ornamentation is unnecessary. Also, those two measures 
are the only place where the harps double each other in a 
forte chord glissando. The trumpets do not encounter the 
minor second this time. 
The accompanying texture of this part is character-
ized by a gradual thickening of strings from a very meager 
pizzicato beginning. This reaches its height in the trumpet 
section, with violins I and II divisi in three on a tremolo, 
and a rhythmic figure in the violas, divisi in three, using 
double stops. The basses are used only at the end of the 
trumpet part, having been discontinued these three pages. 
The cello line is mostly successive down bows, doubled by 
two clarinets. All violins and violas are muted, and all of 
the violas are playing punta d'arco. Two harps, on a series 
of glissandi, round out the effect. 
' 
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Ex ., 17 . Concerto for Orchestra 
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The movement ends with all of the winds, at their 
respective intervals, played simultaneously. 
Ex. 18. Concerto for Orchestra 
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Of the third movement Bartok says: 
"The structure of the third movement likewise is 
chain-like; three themes appear successively. These 
constitute the core of the movement, which is en-
framed by a misty texture of rudimentary motifs. 
Most of the thematic material of this movement de-
rives from the introduction to the first movement. "3 
After an opening that is reminiscent of the opening of 
the first movement, Bartok's "misty" texture begins. Here 
4 
again is nocturnal music, in which the high plaintive melo-
dy of the oboe is enshrouded. 
3 Ibid. 
4 ~note-Second Piano Concerto. 
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Ex. 19. Concerto for Orchestra 
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The clarinet figure is always doubled with the harp gliss-
ando and is always answered by the flute figure. 
At measure 22 Bartok builds in flutes and clarinets 
what is no more than a scale built on minor thirds and se-
conds, alternating in order until the leading tone is reached. 
Through close imitation and the coincidence of the counter-
point, the overall sound is that of augmented triads. 
Ex. 20. Concerto fur Orchestra ~------ --- ~~~~~ 
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The next theme, taken from the trumpets in the first 
movement introduction, is p~ayed in octaves between first 
and second violins, three clarinets doubling the second violins. 
The highlight of the chordal punctuation is the trumpet. The 
double-note trills in the timpani add heaviness. The opening 
fragment is indicative of the sco·ring. (Ex. 21) The rest 
of the theme is orchestrated similarly. 
Ex . 21 . Concerto for Orchestra 
- tna. 
J,D,W ~ 
At measure 45 the theme takes on a different char-
acter. It is sweeter, and the texture becomes lush as the 
lower strings fill out contrapuntally. The melody is in 
violins I and II in unison. Played on the G string, the 
violins match the tonal intensity of the cellos. 
Ex. 22. Concerto for Orchestra 
Copyright 1946 by Hawkes & Son (London) Ltd. 
The addition of each string line has a corresponding wood-
wind doubling--cellos and bass clarinet, violas and English 
horn, and basses with bassoons. 
The trill that is begun in oboes, clarinets, and 
divisi soli cellos contains an interesting technique: gliss-
andi from notes played pizzicato. Later, this trill is 
interspersed between each phrase of the next theme, which 
is not too dissimilar from the last theme. The trill is 
divided between divisi violins (arco) and harps. The theme 
is presented again, this time in wind octaves. (Ex. 23) The 
similarity of the orchestra to example 21 is striking. 
Horns now play the figure the trumpets had, softening the 
afternote by quickly muting. The harps are more characteristic 
and are accompanied by a viola glissando. 
The next time the second theme appears it is portrayed 
much the same way as it was in the first movement. (Ex. 24) 
(cf. Ex. 3) The violins now play a triad instead of thirds, 
and the theme is broken into fragments, being distri-
Ex. 23. Concerto for Orchestra 
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buted between violins and cellos. Flutes and oboes are 
still doubled with violins, as before, but the flutes double 
the first violin and oboes the second violin. Also, three 
clarinets double the violas while three bassoons double the 
cellos. 
Ex. 24. Concerto for Orchestra 
Copyright 1946 by Hawkes & Son (London) Ltd. 
"' 
I 
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A return to the opening motive is followed by the 
11misty11 texture., It is created by clarinets and flutes, the 
h9-rp being absent. The last measures of the movement sound 
a piccolo with touches of timpani. 
The fourth movement is called an "Interrupted Intermezzo!! 
and its formal scheme may be described as A-B-A-Interruption-
B-A. The A melody is prefaced by four opening notes played 
in unison by first and second violins, violas and cellos. It 
is upon these notes that the melody is based. 
Ex. 25. Concerto for Orchestra 
Copyright 1946 by Hawkes & Son (London) Ltd. 
After its exposition by an oboe, the melody is played by a 
flute and clarinet, the flute an octave below the clarinet. 
A bassoon is, in a manner, inverted against this. Strings 
sustain a background. 
26 . Concerto for 
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It should be unnecessary to mention the unconventionality of 
the flute-clarinet doubling~ Of course, Bartok does offer 
an alternative if the flute is not equipped to play the low 
B, but otherwise the clarinet and bassoon end up an octave 
higher at the end of the line. Fragments of the melody are 
BOST.:;,\1 . , .<. 
f<NE. AND t.pp· ,~ . ' - .· '( 
'"' Li;_:.Q / ")Tr , , . I,',~· :..o:.JRARY, 
133 
played by a flute, a clarinet, and then a horn, which leads 
back into the complete melody, once more played by the oboe 
with a flute obbligato. 
The B theme appears, an unusually rich cantabile 
melody, played by violas and accompanied only by harp and 
timpani. This timpani line, possible only on chromatic timpani, 
and extremely difficult at that, uses every semitone except the 
B natural within a span of sixteen notes. 
Ex. 27. Concerto ..£.!2£ OrG:hestra 
r.· .. ,. l~vii~~j¥1~ .I;Jii:tEfiwffl,rlrwi 
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The melody is next taken by the first violins, and fortun-
ately for the timpanist, the bass is played area by cellos 
and basses this time. An English horn follows the violins 
in very close imitation, a difference of only two eighth 
beats. 
There is a return to the A theme by its favored 
instrument, the oboe, very lightly colored by a flute and 
clarinet. 
Of the theme in the Interruption, Peter Bartok, 
the composer's son, claims that while his father was working 
134 
on the Concerto for Orchestra he heard a broadcast of the 
Shostakovich Seventh Symphony . t! ••• he found the so called 
'crescendo theme' so ludicrous that he decided to burlesque 
it in his own work.,::;, Peter Bartok also points out in a 
letter to Halsey Stevens that the theme did not originate 
with Shostakovich, but was to be found in the form of "Vien-
, 6 
nese cabaret songs." Anyway , Shostakovich's theme consists 
of two parts, but it is only the second part that Bartok 
parodies. That part is also to be found in Lehar ' s The 
Merry Widow . Undoubtedly the first part of the theme was 
Shostakovich ' s own invention. 
Bartok writes the theme for a solo clarinet with the 
most hackneyed of string accompaniments . Then it appears 
~ 
that he sticks his tongue out at something . 
'Ex. 28. Concerto for Orchestra 
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5 Stevens. p. 262. 
6 Ibid. p. 322. 
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Trombones playing glissandi from their very lowest notes usher 
in a very gay texture, primarily in the woodwinds, against 
which the first and second violins play the theme, now a 
little more ''souped-up 11 • 
Ex. 29. Concer~o for Orchestra 
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There is no less polite an afterthought to this statement than 
before, and eventually Bartok chooses to lead back into 
the B theme. 
It is played by the first violins divisi in octaves, 
with the violas doubled an octave lower, both groups muted. 
The harmonies of the harp are doubled by multiple stopped 
pizzlcati in the rest of the strings. 
The return to A finds the theme, played in part and 
inverted, by the English horn. Fragments of this inversion 
are played in turn by individual wind instruments, concluding 
the movement. 
The form of the final movement of the Concerto for 
Orchestra is not easily categorized. It is not a fugue in 
the classical sense of the term, but stylistically it is closer 
to a triple fugue than anything else. Bartok allows himself 
a great deal of freedom, and the result is a feeling of great 
spontaneity and improvisation. Often, the treatment of the 
mcterial is such that one is inclined to regard the structure 
as a set of variations. 
The principal subject is the life force of the move-
ment which presses from its open.ing statement to the 
conclusion of the concerto.'(Ex. 30) Its exposition is in 
four voices--violin·s I and II divisi. The pizzicato accom-
paniment in the violas and cellos presents a strummed effect, 
a subtlety of accents being created through the opposite 
motion of the two sections. The triple-stopped open fifths 
in the violas are practical here because of adequate pre-
paration before the opening of the movement. Syncopation 
is added by timpani and pizzicato double basses. 
The five note motive derived from the principal subject 
of the first movement (Ex. 4) is used extensively throughout 
the last movement. This is not intended as a reference 
to the "arch form", there being no other thematic identity, 
but it is indicative of a hint of cyclic thought. 
I 
' ' 
Ex. 30. Concerto for Orchestra 
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The most important instrumental observation in this 
movement is the enormous strength placed upon the strings, 
I 
l 
i 
l 
' 
I 
: 
I 
and especially both sections of violins. There is an absence 
of effects and special techniques; they serve primarily 
, as the backbone of the orchestra. The reason for this is 
::n 
due primarily to the nature of the principal subject. It is 
a presto perpetual motion that is best suited in all ranges 
and dynamic levels to the highly versatile strings. 
The remainder of the orchestra is not idle. However, 
there is little independence of instruments. In order to 
compete with the strings, woodwinds and brass are most 
frequently used in sections and in their strongest registers. 
Doublings within sections are often spread over many octaves, 
and the combination of woodwinds and brass is commonly a 
competitor of the strings. 
Despite the great activity within this movement and 
the large orchestra involved, clarity is never sacrificed. 
It is the work of a highly skilled orchestrator who has used 
his forces with the greatest of care and taste, and of a 
gifted composer who has mastered the utilization of the 
orchestra as an instrument capable of the most diversified 
and articulate expression. 
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CONCLUSION 
The divergent natures of the five works contained 
in this paper should have revealed a number of aspects of 
Bartok's orchestration. It must be remembered that the 
different aspe~ts are the product of one concept--the Bartokian 
concept. The works are all mature, and it was not this 
writer's intention to trace development or growth. The 
examples illustrate many of Bartokrs technical practices and 
may be regarded as representative of Bartok's style of 
orchestration. In this respect the orchestration is insep-
arable from the music. One may speak at length about doublings, 
combinations, effects! etc., but without references to the 
music that has necessitated these various techniques, little 
can be conveyed. In order for orchestration to make any 
sense, there has to be rationality to give it order and 
organization. It is only the organization, or form, of the 
music itself that can reasonably dictate the form of the 
orchestration. 
The modern orchestra is one of the most exciting 
mediums for a composer of superlative skill and imagination. 
There should be little doubt that such a composer was 
Bela Bartok. 
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